Defying Objecthood: tracing the

beginnings of a political aesthetic in my
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Three	 of	 the	 four	 pieces	 contained	 in	 this	 portfolio	were	written	 for	 specific	 performers.	
Richard	 Craig’s	 performance	 of	 Condensation	 (Strike	 Work),	 and	 his	 feedback,	 were	 an	
essential	 influence	 on	 later	 pieces.	 James	 Wood	 lent	 his	 artistic	 vision,	 insights	 and	 a	
considerable	amount	of	free	time	to	the	development	and	final	recording	of	Polytropos.	I	am	
in	 awe	of	 his	 openness	 to	new	 ideas,	 and	of	 his	 extraordinary	dedication	 to	open	ended	
experimentation	 in	 music.	 Christine	 Avis,	 for	 whom	 826	 Harry	 Cowley	 was	 written,	
demonstrated	 an	 infectious	 level	 of	 enthusiasm,	 a	 great	 deal	 of	 patience	 in	 the	 face	












Through	 a	 theoretical	 framework	 informed	 by	 Deleuze	 and	 Guattari,	 DeLanda,	 Ingold,	
Massumi,	Sennett,	and	Warren,	this	thesis	traces	the	development	of	a	political	aesthetic	in	
four	pieces	of	my	own	work	as	 it	emerged	through	practice.	 In	what	ways	 is	 it	possible	to	
expose,	 push	 at,	 and	 perhaps	 even	 momentarily	 break	 the	 striations	 of	 an	 inherited	
politico	cultural	 milieu,	 particularly	 as	 they	 mediate	 encounters	 between	 composers,	
performers	 and	 listeners?	 What	 are	 the	 experiential	 consequences	 for	 performers	 and	





























workers,	 I	 accept	 that	 the	matters	 I	 am	 to	 attend	 to	 are	 a	 little	 parochial	 if	 not	 outright	
																																																						
1‘Whether	it	is	The	Sex	Pistols,	MC5,	Rage	Against	the	Machine,	Marilyn	Manson,	or	"gangster"	rap,	the	impulse	
to	 revolt	 against	 "the	 machine"	 (i.e.	 multi	national	 capitalism,	 middle	 class	 morality)	 is	 quickly	 bottled	 by	






insulting2.	 Nonetheless,	 in	 the	 words	 of	 Noam	 Chomsky	 (2015,	 p.	 64),	 ‘the	 useful	 and	
significant	political	actions	are	those	that	have	consequences	for	human	beings.	And	those	
are	overwhelmingly	the	actions	which	you	have	some	way	of	influencing	and	controlling…’	It	
follows,	 then,	 that	 the	minute	 contributions	 to	 culture	 I	 would	make	 in	 any	 case,	 ought,	
however	temporarily	and	insignificantly,	to	resist	the	motion	of	the	capitalist	machine	as	far	
as	I	can	see	it	operating	on	this	space;	to	embark	on	a	line	of	flight	through	the	‘leakage	in	the	
system’	 (Manning	 &	 Massumi,	 2014,	 p.	 123).	 Such	 ‘soft	 subversions’	 (Elliott,	 2012,	
pp.	105	109)	work	within	the	register	of	Deleuze	&	Guattari’s	(2003,	pp.	26	34)	molecular:	
the	micro	level	flux	that	can	undermine	or	even	break	out	of	the	bigger,	much	more	stable	




Against	 the	 ‘bland	nihilism’	 (Elliott,	2012,	p.	22)	 regularly	met	with	 in	 the	postmodern	art	










an	assemblage	of	 relationships	defined	by	 the	material	conditions	of	 its	enactment	at	 the	
																																																						
2	Richard	Barrett’s	 (2002)	polemic,	 ‘The	possibility	of	music’,	argues	similarly	 in	 relation	 to	historical	musical	
censorship	vis	à	vis	any	current	predicaments	Western	art	music	faces	in	its	contemporary	guise.	
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5	 Following	 Guattari	 (1995,	 pp.	 1	32;	 see	 also	 Elliott,	 2012,	 pp.	 25	37),	 I	 consider	 subjectivity	 to	 be	
heterogeneous,	as	well	as	temporally	and	materially	contingent.	Subjects	are	produced	by	‘mental	and	social	
ecologies’	 (O’Sullivan,	 2006,	 p.	 89)	 rather	 than	 simply	 existing	 a	 priori.	 A	 subject	 is	 semi	autonomous	 and	
agential	in	nature,	defined	against	alterities	that	may	in	themselves	‘interact	back’	(O’Sullivan,	2006,	p.	89).		
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of	 retrospect,	 this	 project	 can	 be	 said	 to	 have	 engendered	 a	 re	conceptualization	 of	 the	
compositional	 process	 as	 the	 configuring	of	membranes	or	 sites	 of	 exchange	 for	 flows	of	
agency	in	performance	and	perception.	The	score	is	intended	to	serve	as	one	such	meeting	
point	between	subjectivities:	 that	of	 the	performer	whose	physiology	and	habitus8	collide	
with	 that	 of	 the	 composition	 itself,	 not	 as	 an	 inert	 form,	 but	 as	 a	 patchwork	 of	 ‘active	
material[s]’	(DeLanda,	2004,	p.	19)	delineating	finite	bounds	across	time.	The	result	of	this	
																																																						


































with	 the	 political	 is	 far	 from	 a	 new	 idea,	 and	 although	 they	 did	 not	 directly	 inform	 any	
particular	approach	I	have	taken	in	this	body	of	work,	I	was	first	made	aware	of	this	line	of	
enquiry	as	a	result	of	inspiring	and	fruitful	engagements	with	the	work	of	Cornelius	Cardew,	
Louis	 Andreissen,	 and	 Christian	 Wolff.	 Although	 it	 is	 methodologically	 distant,	 Richard	
Barrett’s	music	and	discourse	heavily	informs	the	backdrop	I	have	thus	far	outlined.9	Matthew	









ambiguously	 defined	material	 identities’	 (Sergeant,	 2013,	 p.	 46),	 and	my	 own	 extension,	
meta	hybridity	(the	collision	of	materials	and	performers)	looms	large	in	this	body	of	work.	
Brian	Ferneyhough’s	dialectical,	multi	layered	approach	to	material,	which	tends	to	produce	
multifaceted	 experiences	 in	 listening	 and	 performance	 (Fitch,	 2014,	 pp.	 63	100),	 heavily	
informed	Condensation	(Strike	Work)	and,	to	a	lesser	extent,	Polytropos.		
	









Scott	 McLaughlin,	 Tim	 McCormack	 and	 Einar	 Einarsson	 form	 interesting	 retrospective	









I	 outlined	 in	 the	 introduction.	 The	 piece	was	written	 in	 anticipation	 of	 a	 performance	 by	
Richard	Craig,	which	took	place	in	February	2016.	While	the	notation	succeeded	in	serving	as	
a	meeting	point	for	performative	and	compositional	subjectivities,	it	proved	ultimately	too	















Bacon,	where	 the	 borders	 between	 figure	 and	 background	 are	 blurred.	 The	 results	 were	
generated	by	a	series	of	directional	sets	of	parametric	data,	selected	using	numerical	loops,	











source	 archetypes	 be	 stable	 (self	similar)	 enough	 to	 hold	 perceptually	 identifiable	
attributes10	in	order	that	they	may	exert	their	influence	on	the	resulting	musical	surface;	that	
they	had	a	subcutaneous	bearing	on	 the	structural	 relationships	 therein.	An	example	of	a	







10	 While	 degrees	 of	 perceptual	 identifiability	 remained	 a	 central	 concern	 throughout	 the	 project,	 the	





scales	of	ascending	minor	 seconds,	and	descending	major	 seconds,	moving	 to	and	 from	a	
common	 tone.	 In	 this	way,	 it	 could	be	 said	 to	 follow	 two	 juxtaposed	melodic	 arc	 schema	
(Snyder,	 2000,	 pp.	 154	155;	 see	 also	 Sergeant,	 2013,	 p.	 41;	 Purwins,	 Herrera,	 Grachten,	
Hazan,	Marxer,	&	Serra,	2008,	pp.	173	174).	As	this	object,	in	its	guise	as	the	“wedge”,	unfolds	
relatively	slowly,	it	makes	sense	to	consider	each	arc	as	a	separate	gestalt	group	given	that	
most	 of	 the	 time	 they	 are	 registerally	 separated	 (Bregman,	 1994,	 p.	 20).	 When	 taken	
separately,	 the	 interval	 relationship	pattern	also	conforms	 to	 the	general	expectancy	 that	
smaller	intervals	follow	intervals	of	a	similar	size	(Purwins,	et	al.,	2008,	pp.	174	175).	
	
The	 mechanics	 of	 the	 process	 were	 inspired	 in	 part	 by	 Brian	 Ferneyhough’s	 notions	 of	
‘fictional	 polyphony’	 (multiple	 and	 sometimes	 conflicting	 parametric	 strands)	 and	 the	
interference	form	of	which	it	is	a	subset	(the	simultaneous	juxtaposition	of	types	of	textural	
material),	particularly	as	they	are	presented	in	Unity	Capsule	(1975	1976),	Time	and	Motion	
Study	 II	 (1973	76)	 and	 Sisyphus	 Redux	 (2011)	 (Fitch,	 2014,	 pp.	 67	77).	 Equally,	Matthew	
Sergeant’s	 (2013,	 p.	 46)	 notion	 of	 hybridisation	 via	 re	coupling,	 first	 exemplified	 in	 bet	
merkorios11	 (2012),	 involving	 the	 collision	 and	 distillation	 of	 unsympathetic	 materials	
operating	in	parallel,	served	as	a	point	of	orientation	in	developing	the	compositional	process	
(see	 figure	 3).	 Unlike	 in	 the	works	 of	 Ferneyhough,	 but	 in	 common	with	 Sergeant	 (2013,	
pp.	75	84),	the	resulting	third	states	are	rendered	down	in	the	compositional	domain,	and	
conflicting	data	smoothed	out,	rather	than	tackled	in	the	performative	domain.	In	contrast	
with	 Sergeant’s	 re-coupled	 hybrids,	 the	 subject	 materials	 are	 not	 behavioural	 patterns	






























(see	 figure	 5).	 The	 result,	 as	 Fox	 (2014,	 p.	 9)	 describes	 it,	 is	 a	 notation	 that	 forms	 ‘the	
beginning	of	a	creative	process’	as	opposed	to	‘an	object	to	be	more	or	less	achieved’.	Prior	
to	 entanglement	with	 a	 particular	 performer,	 or	meta	hybridity,	 the	 temporal	 domain	 of	
Condensation	(Strike	Work)	is	entirely	impoverished,	existing	only	as	a	series	of	subdivisions	






































of	 at	 all,	 the	 act	 of	 preparing	 the	 work	 on	 the	 part	 of	 a	 performer	 foregrounds	
perception	through	exploration.	 Lacking	 in	 sufficient	 information,	 ‘the	perceptual	 system	
hunts’	 (Gibson,	1966,	p.	303)	 through	exploratory	action	 (Windsor	and	de	Bézenac,	2012,	
p.	116);	precisely	what	performers	are	encouraged	to	do	in	this	case.	As	suggested	by	Waters	
(2013,	 pp.	 122	123),	 the	 performative	 ecosystem	 is	 dependent	 on	 a	 number	 of	
environmental,	 sociological,	 physiological,	 and	 instrumental	 feedback	 loops	 coupled	 with	
embodied	knowledge	relating	to	performance	practice	tied	explicitly	to	physical	domain.			
	





































analogous	 to	 Sennett’s	 notion	 of	 the	 border:	 a	 site	 of	 live	 exchange	 replete	 with	 a	





same	 dimension	 a	 measure	 of	 its	 lack	 of	 immediacy,	 the	 counter	flow	 of	 obstacles	 to	
comprehension	pushing	back	with	relatively	equal	force.	The	question	of	equal	force	is	one	
to	which	I	will	 later	return.	 In	this	 light,	Richard	Craig’s	use	of	his	motor	memory	to	aid	 in	
performance	is	of	no	great	surprise	(personal	communication,	February	29,	2016):	Sennett’s	
examples	 of	 obstructions,	 obfuscations	 and	 ambiguity	 in	 architecture	 lead	 to	 heightened	
bodily	awareness	in	agents	seeking	to	navigate	their	environment.	Taking	into	account	recent	
research	 collapsing	 the	 gap	 between	 cognition,	 memory	 and	 embodiment	 (Geeves	 and	
Sutton,	2014;	Jung	and	Sparenberg,	2012,	pp.	141	154),	I	see	little	reason	to	presume	more	






at	 play:	 one	 of	 interruption,	 and	 another	 of	 coalescence.	 It	 is	 mostly	 the	 case	 that	
combinations	of	patterns	that	operate	‘on’	each	other	coalesce	(pitch	and	pitch/air	ratio	or	
pitched	 consonants,	 for	 example),	 where	 more	 discrete	 patterns	 (unpitched	 consonants,	
tongue	 rams,	 etc)	 often	 form	 parallel	 interruptive	 gestures	 of	 their	 own.	 Across	 these	
domains,	coalescence	only	seems	to	happen	when	the	possibility	of	 interruption	 is	denied	
(for	 example,	when	 a	more	 discrete	 element	 presents	 itself	 at	 the	 end	 of	 a	 less	 discrete	
phrase).	The	question	of	structural	ambiguity	remains	somewhat	open	for	me:	at	the	most	
superficial	 level,	 some	phrases	are	clearly	more	closely	 related	than	others.	One	could	pit	
pitched	against	unpitched,	interrupted	against	coalescent,	melodic	against	percussive,	and	so	
on.	Regardless,	there	are	few	moments	in	the	piece	where	obvious	structural	relationships	






Craig’s	 performance)	 was	 because	 of	 that	 failure	 rather	 than	 in	 spite	 of	 it.	 The	 piece’s	
instrumentalizing	 relationship	 with	 the	 performing	 body	 was	 thankfully	 undermined.	
Ultimately,	 I	 consider	 myself	 to	 be	 an	 experimental	 composer,	 and	 the	 nature	 of	 an	
experiment	 is	 its	 openness	 to	 unexpected	 results.	 To	 paraphrase	 Richard	 Barrett	 (2014,	
p.	106),	the	uncertainties	that	leave	a	piece	radically	exposed	to	the	possibility	of	failure	are	
also	 those	 that	 propel	 a	wider	 project	 in	 new	directions.	 	My	 attention	 is	 now	 turned	 to	























because,	 contrary	 to	much	 of	 the	 discourse	 surrounding	 it,	 freely	 improvised	musics	 are	
generally	if	not	always	created	from	formulas,	techniques,	and	manners	of	responding	all	too	
familiar	to	those	doing	the	improvising	(Warren,	2014,	p.	102;	Atton,	2012,	p.	431;	Peters,	
2009,	 pp.	 117	118;	 Prevost,	 2004,	 pp.	 13	14;	 Toynbee,	 2000,	 p.	 107	110).	 It	 would	 be	
hopelessly	 naive,	 however,	 to	 assume	 that	 free	 improvisation	 did	 not	 also	 constitute	
something	of	a	coded	context,	to	which	we	invited	ourselves	to	defer	by	so	 invoking,	as	a	
historical	 movement	 and	 a	 genre	 (Atton,	 2012,	 pp.	 427-441;	 see	 also	 Toynbee,	 2000,	
p.	107	110).	There	is	an	array	of	generic	tropes	in	free	improvisation	that	our	particular	effort	
could	be	said	 fairly	 to	adhere	 to:	a	 largely	pulseless	metric	structure,	abundant	unpitched	





genre.	 If	 free	 improvisation	 is	the	continuous	re	contextualization	of	preconceived	givens,	
they	are	 infinitely	variable	within	 the	 finite	borders	 that	such	givens	bring	 into	being.	The	
music	that	emerges	is	partly	a	result	of	the	‘consolidation	of	a	personal	idiom’	(Prevost,	2004,	
p.	15),	itself	an	assemblage	of	individual	desires	and	learned	behaviours	emanating	from	the	
personal	 histories	 of	 those	 players	 as	 performing	musicians,	 artists	 and	 people:	 in	 short,	
habitus.		
																																																						











(Peters,	 2009,	 pp.	 113	114)	 is	 necessarily	 invalid,	 but	 that	 free	 improvisation	 is	 not	 an	




(of	 which	 in	 our	 case,	 there	were	many):	 response	 through	 critique	 as	much	 as	 through	
mimicry,	 space	making	 as	 opposed	 to	 space	giving,	 or	 our	 mutual	 negotiation	 of	 the	
question	of	 improvisation	as	a	 contingent	 situation	 (Peters,	 2009,	p.	3,	p.	71	73;	 see	also	
Wilson	 &	 McDonald,	 2015	 pp.	 11	12).	 Free	 improvisation	 is	 often	 best	 sustained	 by	 a	
continual	dynamism	or	‘tilting’	of	the	balance	(Peters,	2009,	p.	59).			





violent	 self	assertion	 and	 intense	 resistance.	 For	Manning	 &	Massumi	 (2014,	 p.	 104),	 ‘a	
purely	 consensual	 process	 deadens	 potential.’	 In	 the	 words	 of	 Paul	 Carter	 (2004,	 p.	 11),	
‘collaboration	is	always,	first	of	all,	an	act	of	dismemberment.’	Perhaps	we	begin	to	liberate	
each	other	not	through	affirmation,	but	as	Warren	(2014,	p.	101	102)	might	suggest,	through	




























So	as	not	 to	do	such	a	disservice	 to	 James,	 I	 set	about	 rethinking	 the	ontology	of	musical	
material.	Those	notes,	rhythms,	timbres,	techniques,	and	so	on	discernible	in	the	recording	
are	ultimately	tracings,	remnants,	and	sounding	results.	They	are	the	products	of	a	complex	




and	 the	 technical	 drawings	 into	 which	 they	 are	 eventually	 rendered	 (Ingold,	 2013,	
p.	125	127):	the	former	‘on	their	way	to	proposition’,	the	latter	one	in	which	‘all	movement	
is	stilled’	(Ingold,	2013,	p.	126).	Moving	from	a	live	to	a	recorded	state,	particularly	in	regard	
to	 improvisation,	 replaces	 the	 active	 process,	 pregnant	 with	 its	 own	 potentials,	 with	 the	
specific	actualization	offered	in	the	moment	of	performance	(Campbell,	2013,	p.	3;	p.	48):	an	
object	 that	 cannot	 transform	 from	 within,	 only	 be	 subjected	 to	 transformation	 from	
without.14	 The	 improvisation	 (as	 process)	 and	 its	 actualization	 (as	 object)	 cannot	 be	
















































































































amount	of	 time	 for	a	given	 instance.	Different	classes	 react	 to	 this	parameter	 in	different	
ways,	but	there	are	some	commonalities.	Firstly,	each	class	has	a	threshold	point	at	which	
instances	 tend	 toward	 a	 different	 qualitative	 state,	 as	 a	 result	 of	 changing	 manners	 of	










Instability,	here,	 refers	 to	a	 statistical	measure	of	an	 instance’s	deviation	 from	 its	general	




exhibit,	 for	 two	 reasons.	 The	 first	 is	 that	 in	 my	 attempts	 to	 avoid	 any	 semblance	 of	
essentialism	 in	 the	 process,	 I	 was	 reluctant	 to	 define	 a	 ‘perfect	 zebra’	 (DeLanda,	 2009,	
00:30:10):	 an	 ideal	 instance	 of	 a	 particular	 class	with	which	 such	 a	 comparison	might	 be	





score	 data,	 in	 combination	 with	 a	 mapping	 of	 vertical	 density	 across	 time,	 informs	 a	
hybridization	 process	 that	 creates	 a	 single	 emergent	 configuration	 from	 two	 or	 more	
instances.	These	instances	may	be	of	the	same	class	or	of	different	classes.	Where	there	are	
































combination	 combines	with	 the	 third,	 and	 so	on,	 until	 all	 concurrent	materials	 become	a	


















manners	 of	 energy	 movement	 within	 that	 same	 field.	 Energy	 and	 vertical	 densities	 are	
mapped	across	time	to	a	Lorenz	chaos	function	per	field.	The	Lorenz	function	is	particularly	
interesting	 to	me,	 because	 any	 given	 instance	of	 it	 follows	 a	particular	 pattern	 (akin	 to	 a	






















to	 react	 to.	 Mid	level	 and	 high	level	 trajectories	 of	 qualitative	 and	 quantitative	 change	
emerge	 from	 this	 point	 of	 interaction	 with	 some	 sense	 of	 directionality.	 Each	 field	 has	
deliberately	 vague	boundaries,	 obscured	by	overlaps	 and	 shared	materials,	 such	 that	 it	 is	
unclear	when	and	where	transitions	from	one	to	the	next	actually	are,	but	nonetheless	are	
intended	 to	 give	 a	 retrospective	 sense	 in	 the	 listener	 that	 something	 unquantifiable	 has	









I	 employed	 ad	hoc,	 improvised	 solutions	 to	 these	 problems	 as	 they	 occurred,	 and	 the	
resultant	renders	are	circumstantial	and	inconsistent.	As	such,	it	would	not	be	sufficient	to	
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performers	 are	 asked	 to	move	 faster,	 pay	 less	 attention	 to	 detail,	 ‘hack	 through’	 difficult	




move.	 As	 they	 go,	 they	 are	 subject	 to	 the	 force	 of	 flow	 rate,	 as	 though	 in	 a	 crowd	 of	

































Whitewater II Tenor Saxophone part
Play in Sil nce  No. of Solos
Interrupt Chords
	 39	
prior	 to	engagement.	 Secondly,	 as	 the	performer	moves	 through	 the	material	 in	order	 to	
make	 sense	 of	 it,	 it	 much	 more	 strongly	 encourages	 and	 enables	 the	 more	 embodied	
perspective	Richard	Craig	took	to	navigate	Condensation	(Strike	Work)’s	deficiencies.	Further,	
as	 speed	 is	 not	 defined	 relative	 to	 extremes	 but	 to	 implicitly	 idiosyncratic	 embodied	
approaches	at	a	given	moment,	the	instrumentalizing	forces	in	Condensation	(Strike	Work)	
that	result	in	Massumi’s	‘soft	tyranny’	are	replaced	with	a	continuous	evaluation	that	could	







Following	Polytropos,	 I	 sought	 to	 find	 new	 approaches	 that	might	 lend	 themselves	 to	 an	
examination	of	the	effects	of	specific	compositional	decisions	as	they	manifest	themselves	in	
the	 musical	 and	 political.	 The	 first	 of	 these	 is	 a	 small	 piano	 piece.	 My	 choice	 of	
instrumentation	was	in	part	to	force	me	to	find	new	angles	of	approach.	The	fact	that	notes	
cannot	generally	be	controlled	or	altered	after	they	have	been	initiated,	the	relatively	equal	
level	 of	 resistance	 the	 piano	 presents	 across	 its	 range,	 and	 the	 discrete,	 roughly	
equal	tempered	 pitches	 in	 fixed	 12	note	 divisions	 that	 the	 piano	 keyboard	 presents	 are	
particularly	incompatible	with	both	the	compositional	and	performative	directions	thus	far	
outlined.	As	 I	 chose	 the	piano	 for	 this	 reason,	 I	did	not	 seek	 to	 find	workarounds	such	as	
retuning,	 preparing,	 or	dealing	with	extended	 techniques	 inside	 the	piano,	but	 instead	 to	
























Performers	are	asked	to	play	each	gesture	with	 the	 intention	 that	no	strings	are	actuated	
during	the	course	of	performance,	but	always	with	varying	degrees	of	risk	that	they	will.	This	













Supposing	 for	 the	 sake	 of	 argument	 that	 some	 pitches	 emerge,	 the	 meeting	point	 of	
intentionality	and	risk	through	a	performer’s	touch	is	suddenly	expressed	most	explicitly	in	
harmony.	 Against	 the	 near	silence	 of	 unpitched	 actions,	 any	 pitch	 event	 is	 inevitably	
foregrounded,	 serving	 as	 a	 highly	 conspicuous	 behavioural	 rupture	 and	 a	 referent	
anchor	point	 for	 the	 re	evaluation	 of	 possibles	 in	 listening	 and	 performing.	 Our	 whole	
perception	of	what	might	happen	next	and	what	went	before,	is	necessarily	reconfigured	in	








descending	 chromatic	 guitar	 scales	 are	 interrupted	 with	 chaotic	 bursts	 of	 street	 noise,	
forming	 two	well	defined	 and	 internally	 consistent	 behavioural	 identities.	 As	with	 ‘...und	
nicht	vielmehr	Nichts’,	these	behaviours	do	not	generate	a	third	state	through	interruption,	






This	 lateral	 entanglement,	 for	me,	 requires	 that	 every	 possible	 pitch	within	 a	 gesture	 be	
subject	to	a	behavioural	logic	that	is	unlikely	to	be	perceived	as	a	random	procession,	and	yet	
will	 not	 be	obvious	 enough	 to	 reveal	 itself	 in	 the	whole	without	 a	 very	high	 incidence	of	
sounding.	Non	randomness	is	a	necessary	precondition	because	if	the	pitches	did	not	form	
relational/quasi	tonal	patterns	in	the	instance	that	more	than	one	sounded,	they	would	be	











repeatedly	through	the	scales	 (see	figure	11).	Every	 instance	 in	the	same	section	emerges	
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from	 the	 same	 sets	 of	 numbers	 dictating	 the	overall	 length,	 the	number	of	 divisions,	 the	
proportions	of	those	divided	elements,	the	phrase	type	per	division	and	the	scale	per	division.	































sound	 is	 purely	 physical,	 and	 this	 fact	 ought	 to	 be	 represented	 ‘notationally	 as	 well	 as	
conceptually’.	
	
For	 '...und	nicht	vielmehr	Nichts?',	 it	 is	 important	 for	me	that	each	action	 (or	gesture	as	a	
whole)	 is	 presented	 to	 the	 performer	 as	 a	 blueprint	 of	 possibilities:	 a	 cartographic	
representation	of	all	 the	potential	 soundings	as	 they	might	 sound	while	at	 the	same	time	
presenting	the	risks	that	they	actually	will	and	so	with	it	the	intention	that	they	do	not.	Also,	
the	notation	 immediately	 resembles	 that	 of	 traditional	 piano	music,	 bringing	 forward	 the	
historicities	 I	 am	 seeking	 to	 evoke.	 Alongside	 this,	 the	 relationship	 between	 gesture	 and	
timbre	 accounts	 for	 the	 expression	 text	 that	 seems	 to	 describe	 sounding	 results	 (e.g.	
	 45	










Together,	 all	 the	 content	defines	 a	dynamic	 context	 or	 series	 of	 conditions	 informing	 the	
expression	 of	 an	 individual	 performer’s	 ‘movement	 strategies’	 (Dahl,	 Bevilacqua,	 Bresin,	
Clayton,	Leante,	Poggi	&	Rasamimanana,	2010,	pp.	37	39)	and	direct	a	given	gesture’s	‘initial	
unifying	momentum’	(Doğantan	Dack,	2013,	p.	257):	the	movement	prior	to	the	first	attack	










(Sergeant,	 2013,	 p.	 102).	 Its	 own	 historically	 and	 materially	 contingent	 dispositions	 (key	
responses,	 hammer	weight,	 and	 so	 on)	 interface	with	 both	 the	musical	material	 and	 the	
performer	as	a	further	layer	of	exchange.	While	I	say	this	of	all	the	pieces	presented	in	the	












cello.	 As	 a	 guitarist,	 I	 see	 strong	 distinctions	 between	 the	 acoustic	 guitar	 and	 its	 electric	




























826	 Harry	 Cowley).	 Where	 Sergeant’s	 routes	 link	 materials	 with	 audible	 and	 intrinsic	
similarities	in	order	to	create	a	gradually	changing	surface,	my	own	routes	serve	partly	as	a	
function	of	similarity	in	themselves.	As	each	route	demarks	different	strings	for	the	modules	


























senses,	 the	 piece	 is	more	 inward	looking:	 neither	 the	 score	performer	 interface	 nor	 the	
material	itself	overtly	refers	to	the	performance	tradition	of	the	cello.	Although	it	remains	an	
important	contingency,	neither	is	the	interface	between	performer	and	instrument	explicitly	







The	knowledge	 that	 the	actions	being	performed	always	 form	an	active	 contribution	 to	a	
catastrophic	 inevitability	 confers	 a	 certain	 performative	 tension.	 Because	 the	 gate	












For	 a	performer	of	826	Harry	Cowley,	 this	 tension	 is	 all	 their	own,	 allowing	 for	 a	private,	




(Ingold,	 2013,	 pp.	 97	108)	 between	 the	 body,	 strings,	 fingerboard,	 and	 bow.	 While	 the	
collision	at	the	same	site	 in	‘…und	nicht	vielmehr	Nichts’	 is	between	a	prescribed	intention	
and	 unsympathetic	 materials,	 here	 it	 is	 manifest	 in	 the	 tactile	 push/pull	 relative	 to	 an	
approaching	 inevitability.	One	might	resist	and/or	encourage	the	rupture	as	 it	comes	ever	
closer.	 The	 notation	 allows	 for	 interpretative	 scope	 in	 this	 regard:	 speed	 is	 defined	 as	 a	
window	 rather	 than	 an	 absolute,	 and	 rhythmic	 proportions	 and	 pressure	 indications	 are	
understood	 relative	 to	 their	 nearest	 neighbours	 as	 opposed	 to	 fixed	 points	 of	 reference.	
Further,	such	considerations	may	contribute	to	the	performer’s	choice	of	route	through	the	


























Through	 Todorov’s	 (1975	 cited	 in	 Sergeant,	 2013,	 p.	 131)	 literary	 theory	 of	 the	 fantastic,	
Matthew	Sergeant	(2013,	pp.	131	132)	presents	a	compelling	thought	experiment.	He	tells	
us	 to	 imagine	he	 is	 telling	a	 story	about	 the	 random	sighting	of	a	unicorn	 in	a	world	 that	











Sergeant	 (2013,	 pp.	 133	137)	 cites	 numerous	 illuminating	musical	 examples	 of	 the	 three	
possibilities	in	action,	but	I	would	contend	that	there	is	a	fourth:	a	related	subcategory	of	the	
hesitation.	To	extend	 the	 thought	experiment,	what	 if	 the	 reader	had	sufficient	 reason	 to	
	 53	
believe,	 in	 the	midst	 of	hesitation	 (either	without	 closure	 or	 prior	 to	 it),	 that	 the	 sudden	
appearance	 of	 the	 unicorn	 was	 some	 kind	 of	misprint?	 Perhaps	 the	 story	 was	 published	
among	several	others	to	which	its	appearance	could	be	more	readily	reconciled.	As	Sergeant	
rightly	 points	 out	 in	 relation	 to	 the	 harmonic	 language	 of	 Debussy,	 the	 possibility	 of	 the	
fantastic	as	an	experiential	force	binding	the	rupturing	events	with	preceding	logics	is	in	no	
























‘excludes	 or	 annuls	 the	 [perceptibly]	 un	artistic’	 (Heister,	 1992,	 p.	 51).	 However,	 this	
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p.	 113)	 marking	 out	 the	 territory:	 a	 chain	 of	 linked	 events	 (in	 movement,	 in	 sound,	 in	











This	 particular	 affect	 cannot	 be	 said	 to	 frame	 everyday	 experiences	 as	 art,	 as	 in	 Alison	
Knowles’	The	Identical	Lunch	(c.	1967	73)	(Higgins,	2002,	pp.	47	48),	nor	can	it	be	said	to	
subsume	 one	 into	 the	 other,	 as	 in	 the	 case	 of	 George	 Brecht’s	 Drip	 Music	 (1963)	
(Higgins,	2002,	p.	49)16.	Instead,	it	exposes	the	vulnerability	of	the	art	event	to	the	molecular	
flux	bubbling	beneath	its	surface.	Just	as	material	conditions	are	(ontologically	speaking)	the	













































in	 the	 Western	 art	 music	 paradigm,	 albeit	 to	 varying	 extents.	 Those	 pieces	 that	 do	 not	
explicitly	allude	to	performance	traditions	still	carry	the	weight	of	historically	accumulated	




to	 curd’	 (Manning	 &	Massumi,	 2014,	 p.	 87),	 and	 in	 so	 doing	 they	 risk	 turning,	 however	
temporarily,	those	forces	that	act	in	correspondence	with	them.	The	previous	chapters	are	
littered	with	good	examples	of	how	the	pieces	inhabit	contextual	strictures	to	just	such	ends.	























could	 ‘listen’	 and	 react	 unpredictably	 and	 irreversibly	 to	 the	 particulars	 of	 a	 given	
performance	prior	to	the	next,	such	that	they	literally	hold	the	cumulative	tracings	of	those	
who	encounter	 them.	 I	 can	 imagine	 such	 scores	eventually	becoming	entirely	nonsensical	
under	the	weight	of	accumulated	information,	such	that	they	avoid	the	trap	of	‘value	adding’	
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Tempo, dynamics and durations
The piece is written in a form of proportional notation. Each staff is subdivided 
proportionally in relation to itself, but not to any other staff. The duration of each 




The two dotted red lines indicate extremes of tempo (slowest and fastest possible), 
as determined by the contents of the staff to which they are attached, while the black 
line indicates the desired tempo relative to those extremes. In order to determine 
the slowest possible speed, for example, the longest continuous duration without 
rests should be considered a breaths length, and used as a reference point for the 
remaining durations on the staff. 
In order to determine the fastest possible speed, the same principle applies, but 
proportions should be extrapolated from the most difficult part of the given staff to 
execute quickly whilst maintaining accuracy. Very occasionally, the desired tempo 
is indicated above the upper extreme. In this case, the desired effect is that caused 
by an attempt at realisation faster than it is possible to do so accurately. Apart from 
where units end with indicated rests, players should move from one staff to the next 
without pausing.
Top of bounding box Crescendo
Rest Bottom of bounding box
The proportional notation is integrated with the dynamics, in order to make the 
directionality of the phrases as clear as possible. The lower and upper limits of the 
light grey box represent niente and fff respectively.
Accidentals
Accidentals are given for every note, except when an immediately preceding note of 
the same pitch already has one. In this case, the accidental given with the first note 






Some notes are accompanied by a blue line dictating changes in the embouchure/flute 
position to achieve a given pitch/noise ratio in the sound. The bottom of the light grey 
box represents no or very little discernible pitch, while the top represents the normal 
playing position for that note.
In cases with potentially unstable combinations of pitch/noise line and given pitch 
(for example very high notes, or quarter tones) the given pitches should be taken to be 




Consonants beneath normal noteheads indicate special attacks, where those consonants 
should be articulated with the mouth but not with the vocal chords.
Other attacks
Loud attacks are indicated by normal accent wedges, and particularly loud attacks are 
notated with marcato wedges. Under-emphasized attacks, or anti-accents, are indicated 
with the following symbol:
Special noteheads indicating spoken sounds 
There are two kinds of noteheads indicating spoken sounds (including the vocal chords). 
No effort should be made to prevent the flute from resonating incidentally as these 
sounds are made.
The notehead on the far left indicates an abrupt articulation of the given 
consonant with the fingering indicated (either by a diagram or by its position 
on the staff if it is a traditional fingering).  In the same way, the notehead to 
the right indicates an articulation of a consonant with an accompanying vowel 
sound, such that it can be sustained.
Special notehead indicating indeterminate sounds 
The notehead to the left indicates an indeterminate sounding result, where the 
given combination of dynamic and fingering is potentially unstable.
Techniques (continued)
Trill speed
The rough speed of a trill is indicated by the density of the accompanying trill line – 




Tongue rams are indicated with the following notation (where x is the fingering and 
the notehead is the sounding result):
Whistle tones
Whistle tones are indicated with the text ‘WT’ and accompanied by a general 
contour given in circles (see below). The contour is relative only to the whistle tone 




Sometimes, following a whistle-tone or tongue-ram, the flute position, with the 
mouth covering the mouthpiece should be maintained for the actions following it. 
This is indicated by a line extending from the stem of the first to the offset of the 
final action, as shown below:
Flutter-tongue
Flutter-tongue articulations are indicated by three tremolo lines: 
Alternate fingerings
Alternate fingerings are presented directly beneath the actions to which they 
pertain. A black line indicates that the fingering applies to all of the events it runs 
beneath.
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For Bass Clarinet in Bb.
Written for and dedicated with gratitude to James Wood, 
without whom this piece would not have been possible.
Duration: Approx. 20-25’.
John Aulich.
Πολυτροπος [Polytropos]. An epithet for the Ancient Greek god, Hermes, who has many faces; he is the conduit between worlds, 




Running throughout the piece is a line of variable thickness that represents the ‘flow rate,’ or the kind of interaction the performer should have with the material at hand. When 
the line is at its thinnest, performers should dwell in the material, pay more attention to detail, and take as much time as is necessary to execute the particulars as given. 
When the line is at its thickest, performers should hack through the material, allow for a high degree of inexactitude, and move faster.
Pitch
Pitch is notated using standard quarter-tone accidentals. Performers should base degrees of accuracy on the thickness of the flow rate line, together with their training and 
personal experience. Special fingerings are not necessary if they are not already known to the performer; simply playing perceptibly flat or sharp relative to the nearest 
semitone is sufficient. All notes have accidentals, except for those immediately following another of the same pitch.
Timing/proportions
Exact timing emerges from the performer’s interpretation of the material as mediated through the flow rate line, and for this reason I have not specified a metric. Proportional 









The bell percussion staff consists of one line that indicates taps with the left hand on the 
bell of the instrument. Attack velocity is indicated by grey spikes.
The lever staff indicates levers that should be depressed and then (most often) immediately released.




Air – The amount of air going into the clarinet, as 
dictated by the green shading. The upper limit is 
denoted by the grey line and roughly corresponds 
to the amount normally required for mf. The air 
shading also dictates the note’s length and 
envelope. For the sake of clarity, I have added 
accent and anti-accent marks where the strength 
of an attack deviates significantly from the 
surrounding contour (see ‘accent marks’). The 
marks are for reference only, and  particularly 
when the flow rate line is thin, the more precise 
Tongue-damping – The degree to which the 
tongue should inhibit the vibration of the reed is 
indicated by purple shading from the top of the 
staff down. Where there is no shading, the reed 
should be allowed to vibrate freely. Where the 
area is entirely shaded, the reed should be kept 
from vibrating as much as possible without 
deadening it to a degree that would absolutely 





Register key trill - A register key trill is indicated by 
a blue line with two extremes and a midpoint. At 
the uppermost extreme it is not depressed, at the 
half-way point it is half depressed, and at the 
lowest point, it is fully depressed.
Teeth-on-reed - Place the teeth on the reed, such 
that it squeaks when the note is attacked. This 
symbol may have a tail coming away from or 
leading up to the stem, which indicates that the 
teeth should slide onto the reed as the previous 




Air-only is indicated with a 
hollow notehead.n
Key-clicks are indicated with  
crossed noteheads on the pitch staff, 
corresponding to the required 
fingering.
Slap-tongue – Slap-tongue is 
indicated with a + sign above the note. 
Slap tongues should have some 
pitch, and be as soft as possible.
+
Harmonics - Harmonics are notated 
with diamond-shaped noteheads. 
Although specific pitches are given, 
it is only necessary to follow the 
rough contour if the flow-rate line is 
not at its thinnest.
n
Hold line - Hold the key or fingering for the 
length of the line. Used for multiple harmonics with 
the same fundamental pitch, and in the lever staff 
when a lever should not be immediately released 




Standard trill - A standard trill is indicated by a 
black line specifying its internal proportions. The 
second pitch is indicated by a stemless notehead 
to the right of the main one.
Trills Special symbols
Marcato Accent Anti-accent
The accent marks reflect the shaded air area, and 
are used for extra clarification when the strength 
of an attack deviates significantly from the 
general dynamic contour or envelope of the note. 
Apart from the standard marcato and accent 
marks, I have also used an anti-accent mark. 
Where this occurs, the air stream on the note 
onset is significantly weaker than the rest of the 
note. The marks are for reference only, and  
particularly when the flow rate line is thin, the more 
precise shaded area should take priority. 
Accent marks
shaded area should take priority. 
ZZ
## ###
# # # ## #Z
#
Tenacious, but clumsy - grasping for something just out of reach.
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The score consists of a number of ‘passages,’ each of which must be performed with the intention that no string will sound, but with a palpable 
risk that they will. Most passages feature performance directions that refer to a sounding result. Performers should consider these to be 
imaginary goals that inform particular gestural, physiological and psychological approaches to the material. If string(s) do actuate in spite of 
the performer’s intentions, this should be considered a valid product of circumstance as opposed to a mistake. While I anticipate that the 
phenomenological fabric of a good performance will highlight touch as a performer-instrument interface loaded with historical import and, 
as a consequence, a degree of struggle with unsympathetic materials, I also expect that a certain amount of theatricality will be unavoidable. 
Performers should not give this aspect more than its due. A focused if not slightly understated attempt to grapple with the material at hand is 
far preferable to a dramatic representation that would see the central concerns of the piece rendered behind a superficial display of struggle 
in the more general sense.
Structure
The piece consists of 9 sections, each containing a varying number of passages. Each section must be played in the order it appears, but the 
passages contained within them may be played in any order, and may be repeated any number of times. Each passage inside a section must 
have been played at least once before the performer can move to the next section. While most passages are a system in length, additional 
systems belonging to the same passage are indented. Passages always end with a pause.
Performers are encouraged to take a playful approach to repetition.
Notation
The force with which a performer should press the key pertaining to a particular note is indicated by the shade of the notehead in question. 
At its lightest (light grey), the key should be depressed with such little force that there is almost no risk of the string actuating. At its darkest 
(black), the key should be depressed with enough force that it is more likely (but by no means certain) that the string will actuate. 




























# #n#n b n b









# ™ ™ n ™
& nnn ™™™
n
n # # # ™ # # ™ #
n ™





Poco accel. A tempo
Extremely hesitant, as if defusing a bomb
Molto rit. A tempo
Scurry
Molto accel.
Individual but not individuated. Like rain. . .
A tempo,Tenuous legato.
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Dispersed events gathering into packs.
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Staggering, fidgety, imprecise. Feigning sobriety.
.
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Poco rit. A tempo
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Moltissimo rit. A tempo
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Cantabile
Events forming packs, then dispersing.
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Poco accel. A tempo
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826 Harry Cowley (2016)
electric cello and electronics.
for Christine Avis
John Aulich
Duration: Up to approx. 30’, but may 
be considerably shorter. 
The Max Patch necessary for this piece is included on this disc. It has been tested


















the lower limit and the bottom of the fingerboard
is roughly the same as that between the bridge
and the bottom of the fingerboard (see diagram above)
Introduction
The score is a map consisting of numerous modules along 
various routes. The setup described below consists of an 
analogue effects chain and a Max/MSP patch, included on 
the provided disc. The material in the score should be 
played for an indefinite length of time. The Max patch 
takes a cumulative measure of amplitude peaks. When 
this measure reaches a random, unknowable threshold, 
the patch will initiate a loud ‘rupture’ event and begin a 
countdown timer from ten seconds, after which it will fall 
silent. The performer should continue playing during the 
rupture and stop in sync with the timer.  
Technical requirements & setup:
Instrumentation: 
This piece requires an electric cello with unhindered 
access to the bottom of the fingerboard.
Equipment:
- Overdrive guitar pedal*
- Valve preamplifier (or amplifier and    
 direct injection box)*
- Computer running Max (with an    
 appropriate audio interface)
- P.A. or other means of amplification
* The overdrive pedal and valve preamp 







Each route is a formal pathway that dictates the string(s) 
on which the modules should be played. The route may 
dictate a single string, a double-stop or a triple-stop. 
Players can begin with any module, following any route, 
but may not depart from a route except at a junction. A 
junction connects two routes with at least one string in 
common. Where one route crosses another and there is 
no junction, the lines become semi-transparent. 
Modules
Each module should be played slowly. A longer module 
should last around 30 seconds. The pace need not be 
consistent from one module to another, and rhythmic 
proportions should be interpreted relative to the module 
at hand rather than the whole. Each module should be 
played legato, with a short pause (between 1 and 5 
seconds) between one module and the next.
Finger position in relation to double and triple stops
In the case of double and triple stops, the fingers may be spread 
a comfortable distance. In this case, the finger position given 
on the score relates to the movement of the hand as a whole. 
An effort should be made to maintain a consistent distance 
between fingers. 
Pressure extremes
For the bow, the thickest line segments indicate pressure 
sufficient to break the sound up. The thinnest line segments 
indicate low enough pressure that overtones speak louder than 
the fundamental at normal finger pressure.
For the finger(s), the thickest lines indicate pressure sufficient 
for an overtone-rich timbre with the fundamental intact at 
normal bow pressure. The thinnest lines indicate low enough 
pressure that the sound consists of multiple harmonics and 
noise at normal bow pressure.    
Incidental sounds
The performer should make no attempt to stifle incidental 
tremolos as the bow moves position, finger scrapes, or any 




Lower pitch  limit
Equidistant
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